- DOCUMENT RESUME

ED 282 656 PS 016 635

AUTHOR Pariser, David

TITLE Social and Cultural Influences on the Childhood
Drawings of Klee, Toulouse-Lautrec and Picasso.

PUB DATE Apr 87

NOTE 24p.; Paper presented at the Biennial Meeting of the

Society for Research in Child Development (Baltimore,
MD, April 23-26, 1987).

PUB TYPE Speeches/Conference Papers (150) -- Historical
Materials (060)

EDRS PRICE MF01/PCO1 Plus Postage.
DESCRIPTORS *Artists; *Childrens Art; *Cultural Influences;
*Family Influence; *Gifted; Painting (Visual Arts);
*Social Influences
IDENTIFIERS Kl?e (Paul); Picasso (Pablo); Toulouse Lautrec (Henri
de
ABSTRACT
This paper is part of a research project designed to
look at questions of giftedness and exceptional ability in the arts
through a case study of three world-class artists. Examination of the
childhood art of Picasse, Lautrec, and Klee reveals no common subject
preferences nor any real anomalies in graphic development. This paper
focuses on the social and cultural influences on the artists’ lives.
Parallels can be drawn between the lives of each of thase artists and
the three-phase model of social influences on child prodigies
proposed by Bloom (1985). In Bloom's model, the first phase is marked
by playful learning and an intimate relationship with the first
teacher. This phase is followed by more serious, disciplined practice
and a switch to a more advanced teacher. High self-motivation and
intervention of a master in the field occur during the third phase.
Parents and teachers influenced the development of each of these
three artists in different ways. Two other sources of social
influence considered are the popular and high arts of culture. Each
of the artists relied on popular images and popular contemporary
styles, suck as those found in postcards, calendars, and comic
strips, as source materials for their early work. Similarly, each, to
varying degrees, was influenced by "high art" cultural traditions.
However, the most important social factor influencing the development
of these artists was the family. (BN)

***********************************************************************

* Reproductions supplied by EDRS are the best that can be made *

* from the original document. *
*******************************k*************************************ﬁ*




U.S. DEPARTMENT OF EDUCATION
Oftice of Educational Research and ImProvement
EDUCATIONAL RESOURCES INFOKMATION
CENTER (ERIC)
xThus document has been reproduced as
received from the person or organization
onginating it.

C Minor changes have been made to improve
reproduction quakhty

® Points of view or opinions stated in thisdocu-

mant do not necessarnly represent official
OERI pusition or policy

ED2826 56

SOCIAL AND CULTURAL INFLUENCES ON THE CHILDHOOD DRAWINGS
OF

KLEE, TOULOUSE-LAUTREC AND PICASSO

A paper presented at the
Society for Research in Child Development

Baltimore, 1987

DAVID PARISER
Associate Professor
Faculty of Fine Arts
Concordia University, Montreal

PS 016635

“PERMISSION TO REPRODUCE THIS
MATERIAL HAS BEEN GRANTED BY

_DCLQ \(&
) T iser

TO THE EDUCATIONAL RESOURCES
INFORMATION CENTER (ERIC)."




Exceptional Artistic Abllity: Soclal and Cultural Influences
on the Chlidhood Drawings of Klee, Toulouse-lLautrec and Plcasso

This paper Is part of a research project optimistically designed to describe
and Identify what, If any, are the speclal or unusual quallties of chl Idhood
drawings by three worid-class artists. To date, the project has examined two
topics: 1) the kinds of themes which were of interest to the 3 artists and 2)
the graphic-developmental stages through which the artists passed. (Pariser,
1985, 1986). The genera! thrust of the rssearch Is to look at questions of
glftedness and exceptionai abillty In the arts through a case-study method. This
method, as opposed to the psycho-metric approach Is champloned by Gruber (1982)
and Feldman (1982). As Gruber puts It:

If we want to know how people became extraordinary adults, we can start

with same of the latter (and) find out how they do whatever It Is we

find extraordinary about them...If we couid understand an adult who has

led a creative life, we might then work tackwards to ask how this

pramising young adult organlzed his or her life as a whole so as to

remain a self-actualizing creative person. (p. 15)

Feldnan makes essentlaily the same point as Gruber and calls for a concerted
research effort which wii! look directly at gifted indlviduais:

The psychametric tradition - the bastlon of creativity research - has

produced two sets of Instruments that, wh!lie extensively utiiized by

researchers, ultimately have been most disappointing In their ablliity

to identify those talented individualis who express their abliitles In

highly creative and productive careers. Just as these tests have

falled to fulflli thelr predictive promise, they have contr|buted
llttie to our understanding of the emergence and deveiopment of unusual
abllitles. With a growing societai comitment to the nurturance and
education of glfted and talented Indlviduals, the virtual vacuum of

research concerning the development of giftedness Is tragic. (p. 33)

Kiee, Lautrec and Picasso were seiected for a number of reasons: each has
achleved great stature. As children, all three exhibited significant Interest
and ability Iin the visual arts. Each was a glfted draughtsman, concerned with
probiems related to rendering and the use of line. (Therefore, chlildhood

drawings are partlicularily reievant to mature work.) Lastly, each artist has left
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a sizeable archlve of chllidnood work. It Is my Intentlon In thls presentation,
to brilefly answer the two questions posed at the outset and then move on to the
Issue of the soclal and cultural context of development. Thus, once we have
considered the question of thematic preference |n graphic development, and the
Issue of stages In drawing, we wl || examine the Impact of famlly and culture.

1) Thematic preferences: What did the 3 artists |ike to draw?

There are signlficant differerces In chliidhood themes for all 3 artists.
Drawings fram a varlety of sources; archlves, catalogues, prlvate collectlions
were examlined and organized Into four catégorles: 1) Flgure drawings (studles
from || fe and Imagination); 2) Carlcatures, grotesques; 3) Drawings of animals
with or without people Including bullfights, horse races, etc., and 3)
Landscape, seascapes, archltecture (see figure 1 ).

Of Klee’s total output, 75% of hls drawings consisted of landscape and
archltectural objects. The remainder c* hls drawlngs were dlvided between
studlies of animals and people. (A study by Verdl (1984) places consliderable
emphasis on the signiflcance of these early nature studles. Klee’'s mature work
reflects his continuling passionate Interest Irnn the natural world - an |nterest
which can be traced back to his earllest sketches at age five and six.) Roughly
two-thirds of Lautrec’s Jjuvenile work conslsts‘of drawings related to animais and
to flgure studlies. Agaln, thls trend agrees wiith his mature Interest In capturing
action and gesture. The only significant shift In subject matter |Is that after
age 18 the frequency wlth which Lautrec drew horses, declined. In the case of
Plcasso, almost 75% of his juvenlile drawings consists of flgure studles; the
remainder are almost all studles of spectacles such as bullfights, street scenes,
etc. This also agrees with hils cholce of mature subject matter. In the broadest

sense, the themes which were of Interest to the mature artlsts announced



themselves cieariy In thelr juvenlle work.

2) Graphic Deveiopment: Was there anything speclal about how the 3 artists

acauired drawing mastery?

No real ancmailes In graphlc development have been observed even though
accelerated deveicpment does seem to be present In the case of Plcasso and
Lautrec. Aithougn there has been plenty of debate on the ut!l Ity of stage theory
In psychology In general and Iin artistic deveiopment In partlcular1 , this author
remains convinced of the utlility of the concept of stages. It can be shown that
ali 3 artists acquired the basic skiils, teéhnlques, and structures of graphic
conpetence in  the same sequence as other, iess exceptional chiidren. This is to
say that Picasso, Kiee and Lautrec ali started out scribbiing and making simpie
schematic forms before they began to draw using an integrated outiire. The work
of Heldl (Feln, 1976) lIilustrates thls "normal" stage-bound progression qulte
niceiy. Looking briefiy at thls sequence of drawings (sllide #1), we see how thls
young giri, whose drawings were coliected by her mother, started out scribbling
and then moved through a serles of stages to a more and more flexlble and
articulated representation of her favorite animai, tne horse. None of the 3
artists studied vioclated the kind of normative order suggested by Heldli's
deveiopment. Cases of ancmaious graphic develépnent do exist; for example, the
work of an autistic gliri, Nadla (Self, 1977, Parliser, 1981) who, at the age of 4,
suddeniy began to draw with a sophistication rarely seen In aduits. . Two sildes
show examplies of drawing development which Is truly ancmalous. The drawings of
horses (siides #3,4) done at age 3.8 are exceptional; they are Integrated and
remarkably deta.led renderings. Siide #5 shows an equally exceptional drawing

for a 6 year oid child - it is a stvudy drawn fron I|lfe and Is remarkably

1 wiison and Wilson, 1981, Alland, 1983
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sensitive to surface detall. What makes Nadia‘'s work so unusual Is that there Is
no evidence of any eariler, less elaborate attempts at graphic representation
such as we find In Heldl's chronologlcal record. Nadla demonstrates the
anamalous, sudden appearance of a highly specialized rendering capaclty which
even Picasso cannot rival. Of course, Picasso Is quoted as saying that, "when !
was a chlid, | drew Iike Raphael; It has taken me all my life to draw Ilike a
chiid." ‘(p. ) This statement, inmy view, Is an Iimplsh claim, unsubstantiated
by the drawing record Picasso left behind. Drawihgs of a most un-Raphael-|lke
qualiity do exist which suggest that Picasso ;cqulred graphic skills In a sequence
If not a tempo canparabie to that demonstrated by Heldl. (slide #6). Observe,
for exampie, this drawing of Hercules. It Is based on a statue and Is a
remarkabie drawing for a 9 year old, but It Is still a far cry fram the elegance
of Nadla‘s work at 6 years of age. The graphlic sklils of all 3 artists did not
burst, fully formed, fram their infant hands, as was the case with the autistic
child, Nadia.

So much for the psychologlical dimensions of graphic development and thsmatlic
cholce. In this paper, we wiil Iook at the complement of the psychologlcal
dimension, namely the soclal sphere. Three areas which constitute what this
author considers "cultural Infiuences" wlll- be dliscussed: 1) fami ly and
teachers; 2) popular art, and 3) "high" art.

First, we need to set a methodological and theoretical context for “"cultural
Infiluences”. The work of Feidman (1985) and Bloam (1985) provides us with such a
context. Feldnan looked at the |Iife histories of 6 child prodiglies. He
attempted to unravel the many strands which connect the innate powers of the
child prodigy with the social world he/she inhabits. He debunks the myth that

"genius will out". Instead, Feldman Insists on the delicate relationship between
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abliltles and the soclal clrcunstances which permlit the expression of those
abliltles:

One of the myths about prodigles Is that thelr talents are so

overwhelming that they will be fuifilled regardless of what happens In

thelr enviromment. My experience with prodigles makes It clear that
preciseiy the opposite Is true. The more powerful and speciflc the
gift, the more the need for active, sustalned, speclalized Intervention

fram those who are responsittie for the chlid’s deveiopment. (p. 123)

Feldman amply documents the extent to which the faml ly and the Immedlate
camunity are indispensable in drawlng out, nurturing and challenging the chlid’s
gifts. Second oniy to fanily are the child’'s teachers and tutors who, fram the
start, play a critical roie In the development of speclal ablilties. Bloam
(1985) has added to Feidman’s Insights by studying the impact of teachers and
tutors on the development of talented individuals.

Bioam studled 120 talented Individuais In the fields of plano, sculpture,
neurological research, swimming, tennis and mathematlics. He, |lke Feidman,
observes what a powerful Infiuence teachers exert on the expression of taient.
Eloan’s study outlines the stages through which specially gifted Iindividuals come
to master a discipline. Sosniak (in Bloom, 1985) sumarizes the three stages of
the learning process as |v exists for taiented pianists:

The first phase of play and ramance Is a perlod during which there Is

an enhormous encouragement of Interest and Invoivement, stimulation,

freedan to expiore and Immediate rewards. The second phase, of

precision and discipiine, Is a period during which skili, technique,

and the habit of accuracy are dominant. The third phase of

generalization and integration is a period curing which the development

of Individuality and insight, and the realization that music can be a

significant part of one‘'s Ii1fe, cane to the fore. (p. 343)

This outliine may be a useful deveiopmental sketch for learning In other artistic
fleids such as the visual arts. Sosniak cautions moreover that, "The phases are

not Innately determined, nor do they arise fram the subject matter of Iessons or

the curricula for a course of study. They emerge fran the !nteraction of the
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6
learner, the teacher and some subject matter In the dolng or the act of
learning." (p. 343) Parallel to these shifts In the learning climate, |.e. the
change fram 1) rocmance with the subject; 2) dlisclipline and technique to 3)
the development of Indlviduality, Insight and generallzatlion, there are shifts In
the sorts of teachers most approprlate to each phase. Bloan character|zes the
teachers who work wlith chlldren durlng the flrst phase of talent development as,
"...good with people, fond of chlldren, but rot particularly distingulshed Iir the
disclpline." (p. 479) Hls study shows that such human warmth Is the most
Important aspect of the chlid’s Inltlal .contact with the dlisclpline. For
example, the nature of such inltial student-teacher relatlionshlips wis descr Ibed
as a form of ‘"extended family", |.e. the chlld's first teacher was a “second

mother" to them. (p. 479)

Scclal Influences: Teachers: The Flrst Phase of Learning (Play and Learning)

Consonant wlith Bloan‘s observations, Klee, Lautrec and Plcasso all had
Intimate, fanlly-Ilke relationships with thelr flrst teachers: In Klee's case
his first Inspliration came from his grandnother. For Lautrec, Renée Princeteau
became a close frlend as well as hls first tutor. In Plcasso’s case, hls first
teacher was . hls father. Let us start with Plcasso: Don José Rulz Blasco served
2s Plcasso’s primary artistic resource fram the age of 9 untl| about the age of
15. Thls relatlon between conservatlve, academic father, and |conoclast son, Is
notorious In art historical circles because, as we know, the son ultimately
revolted agalinst everything the father s%ood for. Whlle Plcasso was in late
chiidhood and early adolescence, Don Joseé was all things to his glfted son -
tutor, model and patron. (see Glaesemer, 1984). Don Joseé instructed his son In
var|lous cilassical palnting and drawlng techniques. As the father was an

Inveterate painter of pigeons (see siide #7), Don Jose Instructed his young son
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In the creatlon of simllar pictures (sllde #8). Thls sllde shows one ..°© Pablo‘s
ear | lest plgeon palntings done at age 14. In addition to thls painting there are
aumerous sketches and doodles of plgeons all fram the same period In Plcasso’s
Ilfe. These are fran a sketchbook whe: Plcasso was 14 years (s!lIde #9), and
these are fran the margins of a textbook (sllide #10). As a model » Don Jose was
the subject of many portralt studles. (sllde #11). All these studles of Don
José were done when Plcasso was 15, and reveal to varylng degrees, the melancholy
and reflned features of hls father. In his early 20's, Plcasso seems to have
turned agalnst hils father, as he turned agaiﬁst the academic tradlition for which
Don Jos¢ stood. Plcasso ceased to sign his canvasses with hls father’s name
"Rulz" and only let hls mother‘'s malden name "Plcasso" stand. This Is Indeed
rich grist for psychoanalytic mills. Through Don José's Intervention, Pablo was
able to study under teachers In several art academles - in Corunna, Barcelona and
Madrid. So, thanks to hls own natural talents and his father ‘s efforts, Patlo
Plcasso was eventually exposed to other teachers, but hils most signlflcant
teacher was surely Don José Rulz Blasco.
Lautrec’s famlly encouraged him through thelr example, to draw and palint.
The whole famlly consisted of artistic amateurs, particularly hls uncles who
regularly drew and sculpted. Much emphasl|s was also placed on the skll!s of “the
gentlieman”. Among these were the abllltles and judgment of a horseman. Thus,
Lautrec was tralned early to engage In the arts as a pastime, and to observe and
cament upon horses. He developed a minute eye for equline anataiy and movement.
1t Is no surprise, therefore, that his first teacher was Renee Pr inceteau, a
professlional painter of pedigreed horses. But Prlinceteau was clearly more than
Just a tutor; he was Lautrec’'s campanion. He shared the faml ly's love of horses

and would accampany Lautrec to racing events and to animal shows. Lautrec’s
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8
enthusiasm and glift for drawlng horses emerges In his studles of horses and
carriages at age 7. (see slilide #11 and 12). Lautrec's later work In his school
book margins continues hlis fascinatlon with the horse. (slide #13). These
drawings, fram among many, were done at age 11 whille Lautrec was stlill a student
of Princeteau’s. Eventual ly, Princeteau urged Lautrec to seek the tutelage of
more demanding academic painters In Parls.

Kiee’'s Immedlate family did not support his Interest In the visual arts,- but
his grandnother, who |llustrated falry tales, encouraged the yourg boy to draw.
Kiee's grandmother died when he was 6, Iévlng him, In his own words, "an
artistic orphan®.

Thus Kiee, among the three artists, was the l|east encouraged and supported
by his family in his pursult of the visual arts. However, for Klee and Lautrec,
there do exist drawings fram the earliest perlod - the time when piayfulness and
exploration are mcst characteristic of the chlid’s Interaction with the medium.
This drawing of "a lady, a chailr, and = monster" by Klee, aged 5, (sllide #14),
demonstrates his playful approach. Likewise, lLautrec’'s drawings of horses and
birds, done at age 7, are equaliy plza, *ui and exploratory. Unllke the chlidish
drawings of Kiee and Lautrec, Picasso’s eariiest work has not been preserved.
Perhaps this |Is because his father was so ;;reoocupled wlth standard ideas of
academic drawing that childish scribbles and simpie sketches were of no Interest

to Don Jose.

Scclal Infiuences: Teachers: The Second Phase of Learning

According to BEloan, the second phase In the development cof talented
youngsters is a period during which,

"sklll, technique and the habit of accuracy are daminant. The shift
from romance and piay to the more sober pursuit of technlca!l campetence
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Is often signalled by the switch from the beginning teacher to a more

advanced Instructor. With a new Instructor, lessons are more difficult

and Intense. Practice Is longer and more arducus. The new teachers who

work with talented chlildren during the second phase do not need to be

as ‘supportive: or empathetic as those In the flrst phase. The

Instructors sought at this level are those who have the technical

expertise, knowledge, and the ‘connectlions’ necessary <o expand the

chlid’'s educational opportunities in the talent fleld. (p. 640)

Here agaln, we can find parailels In the |Ives of our three artists. All three
artists subjected themselves to the demanding and wear |same exerclses of academic
vainting and drawing. All 2 were expected to copy fram tedious arrays of pla;ter
Casts and to do endless studies of the nude figure. All 3 artists seemed, at a
certain point In thelr deveiopment, to gravitate towards a slogging kind of
training. During his adolescence, working alone, Klee produced quantities of
labored coples of calendar tear sheets (see sildes #15, 16), and he worked also
from books with Images designed speclally for copyling; for example, this study of
acoN (slide #17). Also, while In his teens, Kiee made studlies fraom Ilfe, or
landscapes (sllide #13), and clty scapes (slide #19). None of this material
proved to be of much Interest or value to Kiee when he later considered his own
graphic development. In fact, Klee Incorporated Into his mature oeuvre only his
very earllest chlldhood works, such as the "Lady wlth Parasol" (sliide #20) which
for him, embodled the aesthetic he valued as a mature artist.

Picasso and Lautrec also passed through the second phase of mastery learning
under the tutelage of academic teachers. Both artists produced drawings and
studies In thelr teenage years which reveal a flrm grasp of academic drawing
principles; for example, here are figure studles by Lautrec (sllide #21), done
while he attended the ateller of Bonnat In Parls, and here are charcoal plaster
cast studles by Plcasso, (sllides #22, 23) done In Barcelona whille he took classes
In art academy. Both Toulouse-Lautrec and Plcasso appear to have relished the

chal lenge of thls sort of work.
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O‘'Brlan (i976) detects a virtuoso's dellight In the charcoal and crayon
studies Plcasso executed: "his art studles glow with pleasure. control led,
disciplined and almost anonymous, but certalnly pleasure." (p. 36) Lautrec was
expliclt about the pleasure he found In the grinding work of academlic studles.
When he was In Parls he regretted the fact that his second academic teacher,
Cormon, was more easl|ly satisfled than hils filrst, Bonnat: "My former master'‘s
(Bonnat) raps put ginger Intoone - and | didn‘t spare myself. Here | “feel
rather relaxed and find It an effort to make * a consclentious drawling when
samething not quite as good would do as well\ln Cormon‘'s eyes." (Lautrec, quoted
In Mack (1942, p. 58) Lautrec wanted and enjoyed the mwost demanding standards.
It Is as though Plcasso and Lautrec, like star athletes, sought out the most
extreme tests of thelr ablllitles. Klee did not sutmit himself to the rigors of
academic drawing untli his 20's. Still, If one lcoks at Kiee‘'s adolescent
landscape and archltectural drawings, one sees the same afflinity for {abor and
struggie even If one does not find the facility of Lautrec or Picasso.

Soclal _Influences: Yeachers: The Third Phase of Learning: Autonamy

The third phase of the talent training process descr Ibed by Bloom Is mariked
by the Intervention of a third sort of teacher, the master/teacher. Such a
teacher Is not mereiy a task-master, he/sﬁe Is extremely conversant with ¢he
discipiine and Is aware of the most recent deveiopments In the field.
Master/teachers are, however, only a part of the story. it Is the Individual him
or herseif who must now assume the primary responsibiilty for "pushing, driving,
and motivating themseives. They have to make the taient fielid their own.™
(p. 468) Parents no ionger fligure as central characters in the drama; the
tajiented Individuais themseives begin to take on - ~re responsibliity for the

develiopment of their careers. Here again the outiines suggested by Bioom are
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consonant with the avallable facts relating to the flnal stages of Klee's,
Lautrec’'s, and Plcasso’'s apprentice years. Klee took matters firmly Into his own
hands by leaving Bern 2nd hls musical career. That Klee had conslderable musical
talent |Is beyond debate. By the age of 11, he had been offered the post of
substitute violinist In the municlipal orchestra of Bern. (Grommann, 1954, p. 29)

Thus, In leaving music and Bern, he decided not to become a professional
musician. Klee moved to Munich in 1898. At this time Munich was a tremendously
actlive center for the arts. Klee studled with two academic painters, Stuck, and
then Knirr. Knirr was flimmly convinced tﬁat Klee had the potentlal for great
contributions In the arts. (Grohmann, p. 30)

Between the ages of 18 and 20, Lautrec studied In the Parls atellers of two
conventionai academic palnters, Cormon and Bonnat. It would seem that Lautrec
had a certaln amused contempt for the academic palnting style so dear to his
masters. There |Is evidence for this In the form of a satirical palnting which
Lautrec executed. It Is a parody of an extremnely saccharine palnting by one of
the noted pParislan academlics, Puvls-de-Chavannes. In the Puvls-de-Chavannes
canvas, nymphs and scantl ly, draped girls decorate a "sacred grove" (sllide 24).
In Lautrec’s skllIful parody, the painting style and smooth flnish are preserved
as are a nunber of the female ornaments. (sllae #25); however, the sacred grove
has been Invaded by a group of scruffy Montmartre gentlemen. Lautrec appears
among these Intruders, with his back to the viewer. It |Is clear from Lautrec’s
stance that he Is urinating In the "sacred grove". Lautrec dlid acknowledge two

sericus painters as tInspirational (Degas and Foraln) but he studled with

nelther. (slides #26, 27). These two may have served In scme capaclty as
*masters"”.
Picasso In his 20th year moved to Parls where, -lth phenomenal ease he
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absorbed the styles of many post-Iimpressionist masters. At age 20, he painted
this Bonnard-like Image, (sllde #28) and thls Toulouse-lLautrec Knock off (sllide
#29). As | mentloned earller, It Is a hard task to declde who, |f anyone, served
as a master-teacher for the young Plcasso. He had overthrown hls father and no
single flgure seems to have replaced Don Jose.

To sun up - the Influence of famlly and teachers on Klee, Toulouse-lLautrec
and Plcasso covers a wlide spectrum. in Plcasso’'s case, hls famlly was totally
camlitted to seeling |lttle Pablo develop as a flrst-rate academic artist. Whlich
Is to say that Plcasso’s father made a most &etermlned effort to provide his son
with the best academic tralning he could muster. Plcasso’s sltuation most
closely resambles the case of the prodigles described by Feldman (1285) - where
the whole family was focussed on developlng the chlld’s prodiglous talents. This
heady and enriched hame envirorment, comblined with Plcasso’s phencmenal powers of
rendering meant that, by the age of 15 or 16, Plcasso had flnished hls
apprenticeship In classical artistic methods. He could create and control volume
with ease, (see slide #30) - as thls study of a plaster foot shows. He could

also palnt In a flawless academic manner, as thils conpetition plece also shows.

(sl lde #31). Called Flrst Comunion, It was palnted at Pablo’s father’'s urgling
and shows Don Joseé as the proud father and Pablo’s sister as the comunlicant.
Barely ten years after palnting thls thoroughly conventlonal work, Plcasso was to

create a seminal plece of medernlty, Les Demolsel les d’'Avignon (sllide #32), which

subverts the sum total of what Pablo learned so well at hls father’'s knee.
Lautrec’s famlly and particularly hls mother, supported hls artistic

efforts. As wealthy land owners there was no need to equlp the boy with tools

for survival (as was the case wlth Plcasso). Lautrec was encouraged to study

horses and draw them as an activity consonant wlth genteel pursults. A famlly
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member did rot serve as his flrst teacher, but he did have a close relatlonship
wlith the man who flrst tutored him In drawing. Unllke Picasso, Lautrec went on
fran his Initlal teacher (Princeteau) to other more demanding Instructors, Bonnat
and Cormon.

Kiee was virtual ly self-taught. Until the age of 19 he had made hls
principle Investment In musical learning. Thus, In Klee‘s case, by age 19 he had
only begun the second of the three learning stages Identifled by Bloon - the
perlod of disclplined study. Apprenticeship to a master was what awaltec him In
Munich.

We have consldered the Impact of famlly and teachers. What about the
Influence of "high" and “low" artistic cuiture Itself? (By high artistic culture
| mean the works and styles assoclated with well-regarded European artlists such
as Rembrandt, Goya, Velasguez, Ingres. By "low" culture | refer to "popular" art
forms such as comic strips, carlcatures and popular |llustrations.) In the case
of all 3 artists, !mages fram "high" and “low" artistic <ulture served as models

for learning skllils and technlques.

Soclal _Influences: The Impact of the Popular Arts

As Klee was essentlally a self-taught art{st, It Is not surprising that he
utlilized many popular sources of Imagery - such as |ilustrated caiendars (as we
have seen) and camlc strip Images. As early as flve 5 years of age, Klee copled
Images fran a French camlic strip (slide #33). Thls plcture shows grateful pets
bringing gifts to thelr owner. In his high schooi textbooks and notebooks, one
can find further traces of "popular culture" -flgures fran comic strips such as a
pair of troubliesamne boys, Max and Morltz appear In the margins (sllide #34).

Aiso, the ubliquitous “art nouveau" or Jugendstlii! manner Is plainly apparent.
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(slide #35) Haxthausen (1982) describes the style of Klee's adolescent doodles
as follows: “"...these fanclful creatlons are characterlzed by a pronounced
two-dimensional Ity, a predilection for proflile, curvillinear sl|l|houette images,
and a strong decorative sense: (p. 14). In this sllde showing Isaac blessing
Esau (sllide #36), we can plalnly see the Impact of the popular style. It Is
worth noting that Plcasso, who passed through late adolescence at about the same
time as Klee, aiso produced drawings and sketches |In the "art nouveau" style,
except that |[In Barcelona, the style was referred to as "Modernismo® (sllde #37).

Plcasso and Lautrec freely used Images from popular culture. A striking
example of Plcasso’s adolescent fascination with a popular Image, Is his copy of
a Glbson postcard -~ or samething very much Ilke It. (slide #38). In the Spanish
textbook which Picasso used In school, there Is Ilttle marginal sketch on p. 55
(slide #39). The sketch shows what at flrst appears to be a waman seated In
front of a milrror. If one looks at the composition as a whole, one can see the
Image change Into a skull with the woman and her reflection functioning as the
eye sockets. This "trick Image" appears on the Glbson postcard printed In
Germany In 1908. The Plcasso sketch antedates the postcard, but It seems |lkely
that Plcasso saw a2 simllar card and was Intrigued by Its morbld and amblguous
Imagery.

Many contemporary researchers In the fleld of chlld art have noted the
affinity which young adolescents have for camic strip and comic strip formats.
(Wilson & Wiison, 1982, Duncum, 1983, Smith, 1983). As an adolescent Picasso was
no exceptlion. At the age of 10, (1891) Picasso left his natal hane In Malaga to
settle In Corunna where his father accepted a teaching post In a local art
academy. Plcasso stayed In touch with his southern relatives by sending them a

Journai which to!d them of life {n the rainy and Inhcsplitable north of Spaln.
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His satirical reportage was modelled on the style of ||lustrated Journals and
popular Spanish cartoons called “Alleluya’s". HIs Jjournal called Azul y Blanco -
(8lue and White) contalns satlirical sketches, jokes and reportage. (sl lde #40)

Scattered throughout the collection of Lautrec’s chlldhood work are elght
drawings which, by thelr style and content, are cIearI} derived from Grandvllle.
(slide #41). Grandvllle’s real name was Jean Ignace |Isldore Gerard (1803-1847).
His fantastic drawlings show human flgures In 19th century garb, sporting animal
heads. HIs work enjoyed great success and had considerable Influence on other
Il lustrators, most notably, Tennlel, the Iilustrator of the Ailce books. Fram
the drawings reproduced In the most Important Lautrec catalogue, It seens that
Lautrec returned occaslionally to Grandvllle’'s fantasles. Sllides #42, 43 show two
exanples of these animal-headed people with meticulously drawn clothing and
accoutrements.

In the case of three Lautrec studles, It Is clear that he was working hard
to copy or develop a Grandvllle-|lke Image. Lautrec, at age 11 or so, drew a
riverbank scene where a duck-headed creature pulls another half human creature,
crowned with a rabblt’s head, across the stream In a blrd’s nest. (slldes 44 ,
and 45). There exists a Grandvllle |Iliustration In the collectlion by Adhemar
(1975), which shows a duck pullling a hare acroés arilver In a blrd’'s nest. The
plcture Is tltie: "Hare and the Wiid Duck", (p. 776), and thls may also be the
title of a French fable. (slide #46). Lautrec’'s flgures are typl!cal Grandvllle
personages, and thelr position In the near foreground Is very simliar to
Grandvilie’s hare and duck arrangement. Perhaps the Illustrator’s grotesque
figures struck a resonant chord with the young Lautrec, for In hls maturity,
bur lesque images held a certain attractlion for him.

To sun up: Ilke teenagers everywhere the 3 artists In question were quite
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eclectic In their use of source materlai. They relied on popular Images and
popuiar contemporary styles. Klee copled banal |liustrations for the purpose of
mastering basic rendering techniques. He worked fram easlily available pictures
as a way of learning to represent volume, texture, depth and gecmetrical
construction. Picasso and Lautrec got most of their “serious" technlcal
Information directly fram thelr tutors. These two artists turned to popular
Imagery as a source of dlversion and entertalmment. Plcasso and Lautrec used the
equivalent of modern-day comic strip formats for camunlicating ..!th distant

famlly and friends.

Social_infiluences: The impact of "High Cu:ture"

Now, what of "high cuiture” and its Impact on the development of the three
artists? This question can be dispensed with easiiy. As we have seen, Plcasso
was, fran an early age, exposed by Don José to what Don José consldered "the
best" In the tradition of Spanish and European painting. At age 14, Plcasso
visited Madrid and the Prado. Later, he copied a nunber of old masters — among
them veiasquez (sllde #47), Goya (silide #48), and even E| Greco. (sllide »49).
(Interestingly enough, Don José, ever the conservatlve, was not pleased that hls
son devoted any time to the eccentric work of El GCreco.) At 19, In Paris,
Plcasso copled modern masters wlith uncanny facllity; In fact, he did not copy
canvasses, he simply adopted the styles of Bonnard or Lautrec. In his later
years, Plcasso returned to the great palnters whaom he studied In his youth. For
example, there Is the much heraided serles of studles of Velasquez Las Menlas
(done In 1957), when Plcasso was 76. He had flrst seen the Velasquez In the
Prado at the age of 14 when he had passed through Madrid wlth his father.

(Penrose, 1981, p. 419)

18



17

For Lautrec, his exposure to the "great traditions” of European painting was
relatively |imited under the tutorship of Princeteau. It was not untll he went
td> Parls that he was exposed with any Intensity to the work of serlous artists.
Around 1880, when Lautrec was 16 years old, he met Louls Foraln, In Princeteau’s
Parls studlo. Foraln was one of the pre-eminent French draughtsmen (sllide #50)
Mack (1938) describes Foraln as, "...one of the greatest carlcaturlists of his
day.” HIs "glft for suggesting the essentlal character of hls flgures without a
single superfluous |Ine opened Lautrec’s eyes to the great virtues of econamy."
(pp. 48-49) Generally speaking, there Is nét much evidence that Lautrec studled
the masters of European palnting as Intenslvely as the young Plcasso. One Is led
to this conclusion by canparing the number of coples of "old masters" to be found
In each artist’s chlldhood and adolescent work. Lautrec Iearned (but did not
value) the formal aesthetic of the academic tradition, by working In the atellers
of hls teachers, Bonnat and Cormon. One other "high art" tradlition had an impact
on Lautrec: " In 1883, when Lautrec was 19, he attended an exhlbltlon of Japanese
prints at the Georges Petlt Gallery. He was much Impressed by the colour and
vital yet dellcate Ilne of the prints." (Mack, 1938, p. 59) The connectlons
between Japanese prints and Lautrec’s mature work are abundantly ciear. Of
contemporary French artlists, Degas was Lautréc's favorite. (In fact, he orce
Included the viewing of a Degas canvas as a fltting dessert for hils guests at a
sumptuous dinner. (Huysman & Dortu, 1964).

There |Is scant evidence In the form of studles, coples or sketches to
demonstrate that In chllidhood Klee studled European masters. As an adolescent he
was Impressed by the ramantic landscapes of the popular Swiss palnter, Arnold
BocklIn. (sliide #51). In his twentles, Klee adnired and emulated the palntings

of another contemporary Swiss palnter, Ferdinand Hodler. Klee's flgure studles
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and etchings fram this period owe a great deal to Hodler'’'s muscular and awkwardly
posed nudes. - (slide #52). Haxthausen (1982) refers to Klee’'s nudes
as"...emaclated exaggerations of the Hodlerlan type." (p. 181) (sllide # )y If
one considers the work of the mature Klee, one readlly sees how |Ittle his
mature, spare, abstract style owes to these early Influences. (slide #54). All
In all, It makes sense that sumeone |lke Klee, who ultimately generated his art
by turning Irwards to his own mental processes, and backwards to the very
earllest of his chllidhood works, should have had ‘| Ittle systematic commerce with
"high" European art. As wlth Lautrec, Klee;s first systematic exposure to the
traditions and values of "high art" must have cane In his years of academic
apprenticeship.

Without a doubt, the most Important soclal factor impinging on the
development of these three singularly gifted artists, was the famlly. True to
Feldnan’s vislon (1986) of the Importance of the famlly mllleu on the development
of prodigles, the famllles of the three artists were the condults which regulated
the flow of artistic nouristment. Each famlly provided a markedly dlfferent sort
of enviroment: where Don Rulz Blasco strugglied to glve his son the best
possible training and grounding In artistic knowledge, Klee’'s famlly actively
dissuaded thelr son fram pursulng his Interesf In the visual arts. The attltude
of the Lautrec famlly |les samewhere between these two extremes. Lautrec’'s
mother had principle charge of her son’'s education and welfare (Lautrec’s father
was an eccentric and high-llving gentieman who was estranged fram son and
mother.) Resources were made aval lable to Lautrec, but he was never pushed.

To speculate for 2 moment, |f one can put to the side Issues |lke "native
abltity", soclal class, longevity, and other significant dlfferences among the

three artists, It |Is Interesting to ook at the relationship between famlly
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support and the degree of breadth each artist achleved. There seens to be a
I Inear relatlonship - the more tralning and pushling, the greater the breadth of
the work. The most pre-eminently successful artist of the trio, Plcasso, was a
prolific moid-breaker. He was the beneficlary of a tallor-made system of
tutelage. Don José Iintended to create a significant academic artist and he
succeeded beyond wlldest expectations. Lautrec, although gifted as few
draughtsmen have been, was not as much a mold-breaker as Plcasso. Lautrec has
bequeathed us essentlaily a singie, lyrical, bold approach to Iimagery. The one
sort of thing which he chose tc do, he ‘dld extraordinarlily well, but his
Inventiveness and stylistic varlety lag far behind Plcasso’s. Lautrec was
"Induiged”, never pushed (except by himself) and thus, perhaps, he was prepared
to "coast” on his formidable glfts. Lastiy, there Is Kiee who, Ilike Lautrec had
essentially one mature styie. As a mature artist, he explored a finlte
metaphysical territory. One might argue that, as Klee’'s family actively
dissuaded him fram following his artistic career, he uitimately evelved a style
which was Idlosyncratic, hermetic and one might even say, "defended". Hlis
tities, for example, aithough aiways poetic, rarely clarify Issues for the
viewer. The foregoing "explanation" of the causal connectlons between family
anbltions and artistic success, Is of course .pure speculation, but It does at
least suggest same ways of making sense out of the different patterns we have
noted.

And what of the larger cuestions posed at the outset of the paper? Where
can we Iook for same sort of a key to the mystery of significant artistic
gl ftedness? The arswer does not ile exclusively In understanding and anaiyzing
descriptions of graphic deveiopment, thematic choices, or even the impact of

family and cuiturai forces. The answer may ile with understanding ail of the
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above—mentioned elements, and one more - namely the re!atlionship between the
works which these young artists did for thelr teachers or mentors, and the works
which they did for themselves. In closing, and by way of |l lustration, let me
show you a serles of drawings by Lautrec. They are taken fram the pages of hls
LatIn-French Dictlionary. Done at age 11, these sketches glve us a gl impse of
samething, which one can only cail with the beneflt of hindsight, the "real
Lautrec": the drawings are wit.y, |lvely, adnirably executed and effortlessly
correct. They also demonstrate one of Lautrec’s speclal glfts - his ablllty to
coordinate the Image with the text. Laut}ec plays with the |Ine which divides
two columns of print. (slide #55). On page 391, he turns the page dlvider Into
a whip. Then, on pages 437, 456, 458 and 464, the |Ine becames a balancing pole
used by diminutive gymnasts. (sllides #56-#67). Lautrec frequented clrcuses and
animal shows, and these dictlonary sketches are perhaps based on the recollection
of a recent experlence. They hint at Lautrec’s mature talent for gesture,
movement and witty economy.

t may be that In the margins of notebooks and In the prilvate corners of
sketchbooks, we may be able to find the first stirrings of the speclal qualltles
which are manifest In the mature work. In fact, one art historlan, Staaler
(1987) has proposed exactly thls argument. Shé claims that In the early drawings
of Plcasso we can flind the seeds of cublsm. This sort of clalm, no matter how
shaky In terms of verlflablllty, suggesfs a possible route for examining the
germs of each artist’s speclalness. That |Is, perhaps the place where each of
these three artists reveal the most about thelr potentlal development Is In thelr

unguarded, playful doodles and private sketches.

22



21
B | BL |OGRAPHY

Adhémar, Jean, L‘ceuvre graphlgue canpléte de Grandvllle. Parls: Arthur
Hubsctmid Edlteurs, 1975.

Alland, A., Playlng with form: chlldren draw In 6 cultures. New York: Columbla
Unlverslity Press, 1983.

Arles, Phllllpe, Images de | ‘honme devant la mort. Tours: Editlons du Seul |,
1'383.

Bloam, Benjamlin, Developing talent In young people. New York: Bal lantine Books,
1985. .

Duncum, Paul, How 35 Chlldren, Born Between 1724 and 19C) Taught Themselves to
Draw, Paper dellvered to the 3rd Annual Conference of the
Institute of Art Educatlon, Adelalde, Australla, May 1983.

Feln, Sylvia, Heldl‘'s horse. Pleasant HII| Callfornla: Exelrod Press, 1976

Feldman, David, A Developmental Framework for Research wlth Glfted Chl ldren, In
Development approaches to giftedness and creatlvity, Feldman,
David (Edition) New Directlons for Chlld Development, Washlngton
D.C. Jossey-Bass, Inc., 1982.

Glaesemer, Jurgen: Don José Rulz Plcasso und Pablo Plcasso, der Vater als Leherer
und Modell. In, Der Junge Picasso: Fruhwerk und Blave Per iode:
catalogue canplled by Jurgen Glaesemer, Bern, Swltzer land,
Kunstmusuem, 1984.

Gratmann, Will, Paul Kiee, New York: Harry N. Abrams Inc., 1954.

Gruber, Howard, On the Hypotheslzed Relatlon Between Glftedness and Cre=atlivity,
In Development Approaches to Glftedness and Creatlivity, Feldman,
David (Editor) New Directions for Chlld Development, wash|ngton
D.C. Jossey-Bass, Inc., 1982.

Haxthousan, Charles, Paul Klee: the formatlve years New York: Gor land Pub! Ishing
Inc. 1982.

Hulsman, Phllippe and Dortu, M.G., Lautrec by Lautrec Transiated and ed|ted by
Corinne Bellow, New York: Viklng Press, 1964.

Mack, Gerstle, Toulouse-lLautrec. New York: A.A.Knopf, 1938.

O’Brian, P., Pablo Rulz Picasso: a blography. New York: G.P.Putnam’s Sons, 1976.

Penrose, Sir Roland, Plcasso hls |Ife and work. 3rd Editlon, Berkeley: Unlversity
of Caiifornla Press, 1981.

Parlser, David, Nadia’'s Drawings: Theorizing About an Autistic Chlld’'s Phencmenal
Abitity. Journal of Studies in Art Education. Voi.22, No.22, 1981.

23




22

Pariser, David, The Juvenalilia of Kiee, Toulouse-Lautrec and Picasso: A report on
" th2 Initlal stages of research into the deveiopment of exceptional
graphic artistry. The Pennsylvania State Unlversity Conference on

the History of Art Education, 1985.

Seife, Lornia, Nadla: A case study of extraordinary drawlng abiilty Iin an
autistic chlld. New York: Academlic Press, 1977.

Smith, Nancy, Experience and art: Teaching chilidren to paint. New York: Teachers
College Press, 1883.

Staaier, Natasha, Early Picasso and the Origins of Cublsm, Arts Magazine, Vol..61,
No.1, Sept.1986. pps 80-91.

verdi, Richard, Klee and nature. New York: Rizzoll iInternational Pubiicatlions
Inc., 1984.

Wlison, Brent and Wiison, Mar jorie. The Use and Uselessness of Developmental
Stages. Art Educatlion, vol.34. No.5, 1981.

24




